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Writing to William Hamo Thornycroft in 1917 to congratulate him on his knighthood, 
ůĨƌĞĚƌƵƌǇĞǆĐůĂŝŵĞĚ P ‘/ĂŵƐƵƌĞƚŚĂƚĞǀĞƌǇƐĐƵůƉƚŽƌŝƐƐĂǇŝŶŐ “sŝǀĞůĂ^ĐƵůƉƚƵƌĞ ? ? ?1 
dŚŝƐŐĞŶĞƌŽƵƐƌĞĨůĞǆďĞƚƌĂǇƐƌƵƌǇ ?ƐƉƌŽĨŽƵŶĚůǇ&ƌĞŶĐŚĐŽŶĐĞƉƚŝŽŶŽĨƐĐƵůƉƚƵƌĞ ?ĂƐ
might be expected from an artist who had been trained by and worked alongside the 
great Aimé-Jules Dalou.2 &ŽƌƚŚĞƉƵƌƉŽƐĞƐŽĨƚŚŝƐĂƌƚŝĐůĞ ?ŚŽǁĞǀĞƌ ?ƌƵƌǇ ?Ɛ
expression can ďĞƌĞĂĚůŝƚĞƌĂůůǇ ? ‘ůĞƚƐĐƵůƉƚƵƌĞůŝǀĞ ? ?ƚŽŝŶĚŝĐĂƚĞƚŚĞƐĐƵůƉƚŽƌ ?ƐĐŽŶĐĞƌŶ
for his works to suggest a living presence. As the poet William Wordsworth put it in 
his Prelude ?ĚĞƐĐƌŝďŝŶŐZŽƵďŝůŝĂĐ ?ƐƐƚĂƚƵĞŽĨ/ƐĂĂĐEĞǁƚŽŶĂƚdƌŝŶŝƚǇŽůůĞŐĞ ?
Cambridge, sculƉƚƵƌĞƉƌŽǀŝĚĞƐ ‘ƚŚĞŵĂƌďůĞŝŶĚĞǆŽĨĂŵŝŶĚĨŽƌĞǀĞƌǀŽǇĂŐŝŶŐ
ƚŚƌŽƵŐŚƐƚƌĂŶŐĞƐĞĂƐŽĨƚŚŽƵŐŚƚĂůŽŶĞ Q ?3 /ŶŽƌĚĞƌƚŽƐƵƌǀĞǇƌƵƌǇ ?ƐƐĐƵůƉƚƵƌĞĂƐĂ
pensive and living presence, the theme of temporality  W the passage of time  W and 
the poetic associations his work suggests will be explored here. An interesting fact in 
this context, bringing together poetry and sculpted heads, is that Drury took the 
death mask of the poet Algernon Charles Swinburne: an anecdote related by William 
Rothenstein in his memoirs, but also reported in the press at the time. For example, 
the Manchester Courier and Lancaster General Advertiser ƌĞƉŽƌƚĞĚŝŶ ? ? ? ?ƚŚĂƚ ‘Dƌ
ůĨƌĞĚƌƵƌǇƚŽŽŬƚŚĞƉůĂƐƚĞƌĐĂƐƚŽĨDƌ^ǁŝŶďƵƌŶĞ ?ƐŚĞĂĚ ?ĂŶĚƚŚĂƚŚĞĐŽŵŵĞŶƚĞĚ
 ‘ŝƚŝƐĂĐůĂƐƐŝĐŚĞĂĚ Wone of the finest /ŚĂǀĞĞǀĞƌƐĞĞŶ ? ?4 
 
                                                 
1 Leeds, Henry Moore Institute, Thornycroft Papers, 4.86/211, Alfred Drury to William Hamo 
Thornycroft, 6 June 1917. 
2 For Alfred Drury see most recently: B. Thomas (ed.), Alfred Drury and the New Sculpture (exh. cat.), 
Studio 3 Gallery, Canterbury, 2013, and in particular pp. 11- ? ?ĨŽƌ ?>ĂŶĚǇ ?ƐĞƐƐĂǇŽŶƌƵƌǇĂŶĚ
Dalou. The only monograph dedicated to Alfred Drury remains C. J. Mitchell (now J. Winfrey),  ‘
Notable Sculptor: Alfred Drury R.A. (1856- ? ? ? ? ? ?, unpub. MA dissertation, University of Leeds, 1993. 
On the New Sculpture movement see: S. Beattie, The New Sculpture, New Haven and London, Yale 
University Press, 1983; D. J. Getsy, Body Doubles: Sculpture in Britain 1877-1905, New Haven and 
London, Yale University Press, 2004. 
3 W. Wordsworth, The Poetical Works, W. M. Rossetti (ed.), London, Moxon, 1870, p. 369. M. Baker, 
The Marble Index: Roubiliac and Sculptural Portraiture in Eighteenth-Century England, New Haven and 
London, Yale University Press, 2015. 
4 W. Rothenstein, Men and Memories, London, Faber & Faber, 1931; Manchester Courier and 
Lancashire General Advertiser, 19 April 1909. 
The death mask of a poet is an eloquent object: it fixes in enduring form the physical 
traits of a singular mind continuously reflecting on eternity. The cast of an individual 
ŚĞĂĚĂƚƚŚĞƚŝŵĞŽĨŝƚƐŽǁŶĞƌ ?ƐƉĂƐƐŝŶŐ ?ŝƚŝƐƉĂƌĂĚŽǆŝĐĂůůy both the indexical sign of a 
ƉĂƌƚŝĐƵůĂƌůǇĨĂƚĞĨƵůŵŽŵĞŶƚĂŶĚŝƚƐŵĞŵŽƌŝĂůĨŽƌĂůůƚŝŵĞ ? ‘ĂĐůĂƐƐŝĐŚĞĂĚ ? ? ?ůƚŚŽƵŐŚ
ĂůŝŵŝƚĐĂƐĞ ?^ǁŝŶďƵƌŶĞ ?ƐĚĞĂƚŚŵĂƐŬĚŽĞƐƌĞǀĞĂůĂĐŚĂƌĂĐƚĞƌŝƐƚŝĐƋƵĂůŝƚǇŽĨƚŚĞ
 ‘ƌĞĂůŝƐƚŝĐĂůůĞŐŽƌǇ ?ƚǇƉŝĐĂůŽĨƌƵƌǇ ?ƐĂƌƚ ?ĂŶĚŽĨƚŚĞďroader New Sculpture of which 
he was a key exponent. This effect of realistic allegory is achieved through the 
combination of momentary likeness with universal meaning in a single form  W a form 
both fixed and persistent, yet also suggesting a passing instant. Of course, at a 
theoretical level, these points can be said to be generically true of the art of 
sculpture as a whole, and not particularly notable in themselves. However, they are 
given a specifically poetic treatment by Drury, both in his smaller works intended for 
the home and in larger public memorials, that merits further interpretive enquiry in 
order to elucidate levels of subtle meaning previously unsuspected in his art. 
 
dŚĞĂƌƚŝĐůĞǁŝůůƉƌŽĐĞĞĚ ?ƚŚĞƌĞĨŽƌĞ ?ĨŝƌƐƚůǇďǇĞǆĂŵŝŶŝŶŐƌƵƌǇ ?ƐďĞƐƚŬŶŽǁn works, 
his pensive heads of girls such as the famous Age of Innocence (fig. 1), and relating 
these to the theme of temporality through the visual resemblances that connect 
ƚŚĞŵƚŽƌƵƌǇ ?ƐƐĐƵůƉƚƵƌĂůŐƌŽƵƉƐĂƚĂƌƌŽǁŽƵƌƚĂŶĚŝŶ>ĞĞĚƐŝƚǇ^ƋƵĂƌĞǁŚŽƐĞ
explicit content is the passage of time. Next a memorial to heroic youth aimed at 
ƐĐŚŽŽůďŽǇƐ ?ůŝĨƚŽŶŽůůĞŐĞ ?ƐSt. George (fig. 2), will be examined for the debates 
concerning anachronism that surrounded it, and for the poetic meditation on 
temporality thaƚŝƚŝŶƐƉŝƌĞĚ ?&ŝŶĂůůǇ ?ƌƵƌǇ ?ƐƉůĂƋƵĞŽĨPhilanthropy ŽŶ^ŚĞĨĨŝĞůĚ ?Ɛ
monument to King Edward VII (fig. 3), and its connection to the project to found a 
care home for disabled children, will be explored in detail for its temporal 
complexities as a memorial ƚŽǁŚĂƚĂƚƚŚĞƚŝŵĞŽĨƚŚĞǁŽƌŬ ?ƐƵŶǀĞŝůŝŶŐǁĂƐĂŶĂƐǇĞƚ
unrealised scheme. It is also a case where the artist once more reflected on 
childhood in order to produce an allegorical relief that realistically represents the 
social care of children as a form of living memorial (while also manifesting certain 
political tensions in British society on the eve of the First World War). Here the 
ĂƌĐŚŝǀĂůƐŽƵƌĐĞƐƌĞǀĞĂůƌƵƌǇ ?ƐǁŽƌŬƚŽďĞĚĞĞƉůǇĞŵďĞĚĚĞĚŝŶĂŶĞƚǁŽƌŬŽĨƐŽĐŝĂů
forces quite unlike the private concerns of the sculptural works that he intended for 
the home.  
 
Methodologically it will be necessary, therefore, to attend to both the formal 
ƉƌŽƉĞƌƚŝĞƐŽĨƌƵƌǇ ?ƐƐĐƵůƉƚƵƌĂůǁŽƌŬƐ ?ŝŶŽƌĚĞƌƚŽĂƚƚĞŵƉƚƚŽĚĞƐĐƌŝďĞŚŽǁƚŚĞǇ
ĂĐŚŝĞǀĞƚŚĞŝƌƚĞŵƉŽƌĂůĞĨĨĞĐƚƐĂƐ ‘ůŝǀŝŶŐƉƌĞƐĞŶĐĞƐ ? ?ĂŶĚĂůƐŽƚŽĂŶĂůǇƐĞƚŚĞ
iconographical content of those works where temporality is directly addressed by 
the artist as a theme. In all of these cases, Drury manifests a Wordsworthian 
sensibility in his poetic treatment of childhood and youth  W where, to quote that 
ƉŽĞƚ ?ƐǁĞůů-ŬŶŽǁŶůŝŶĞƐ ? ‘ƚŚĞĐŚŝůĚŝƐĨĂƚŚĞƌŽĨƚŚĞŵĂŶ ?ŝŶƉƌŽǀŝĚŝŶŐĂďŝƚƚĞƌƐǁĞĞƚ
and poignant lesson in temporality to the viewer by representing an awareness of 
the end of life at its beginning. We know that the sculptor was a life-long reader of 
Wordsworth: as a schoolboy he received a copy of his Poems as a prize for an essay 
ŽŶ ‘DƵƐŝĐĂŶĚEĂƚƵƌĞ ? ?ĂďŽŽŬǁŚŝĐŚŝƐƐƚŝůůĂƚƌĞĂƐƵƌĞĚƉŽƐƐĞƐƐŝŽŶŽĨƚŚĞƌƵƌǇ
family (fig. 4).  
 
The presence of an active mind is suggested in Drury ?ƐƐĐƵůƉƚƵƌĂůǁŽƌŬƐƚŚƌŽƵŐŚĂ
ƐƵďƚůĞĚŝƐĞƋƵŝůŝďƌŝƵŵŽĨĨŽƌŵ ?ŐŽŽĚĞǆĂŵƉůĞĨƌŽŵƚŚĞĂƌƚŝƐƚ ?ƐŵĂƚƵƌŝƚǇŝƐƚŚĞ
monumental portrait of Spencer Compton, 8th Duke of Devonshire (1910) on the 
seafront at Eastbourne (fig. 5). At first glance, a simple and static rendition of a 
standing, robed man, the work reveals itself under sustained contemplation to 
contain a quiet dialectic between action and reflection: the active right hand firmly 
punctuating a point ultimately deriving from the learning contained in the lĞĨƚŚĂŶĚ ?Ɛ
casually held book. The slight imbalance in the expression on each side of the face 
ĂŵƉůŝĨŝĞƐƚŚĞŚĂŶĚƐ ?ĚŝĂůŽŐƵĞĐŽŶǀĞǇŝŶŐĂŶŝŵƉƌĞƐƐŝŽŶŽĨĂůĞƌƚŝŶƚĞůůŝŐĞŶĐĞ ?dŚĞ
commemorative prose of these sculptural passages, expertly manipulating a 
conventional visual rhetoric of praise, is distilled to a genuinely poetic ambiguity in 
ƌƵƌǇ ?ƐŵŽƌĞĐĞůĞďƌĂƚĞĚŚĞĂĚƐŽĨǇŽƵŶŐŐŝƌůƐ PƚŚĞďƵƐƚƐGriselda (1896) and The Age 
of Innocence (1897), and the reliefs My Queen (1896) and The Little Duchess (1900). 
Here the sparse attributes of costume and hairstyle frame the thoughtful 
ĞǆƉƌĞƐƐŝŽŶƐŽĨƚŚĞŐŝƌůƐ ?ĨĂĐĞƐǁŝƚŚŝŶĂŐĞŶĞƌŝĐĂůůǇ ‘ŚŝƐƚŽƌŝĐĂů ?ƚŝŵĞƉĞƌŝŽĚ ?ŽǁŝŶŐĂƐ
much to Jean-Antoine Houdon as to Antonio Rossellino). Modelled by the sisters 
Clarrie and Gracie Doncaster, the heads, while likenesses of particular girls, are not 
intended as portraits. Rather they convey moods of interiority whose calm and 
harmonious chords are rescued from bland prettiness by dissonant notes of nervous 
if unspecific anxiety. Once again the means by which this is achieved is an elusive 
asymmetry: the head in The Age of Innocence turns to the right and slightly upwards, 
the eyes not quite aligned and lacking near focus. Lorado Taft, somewhat literally, 
put this down to the model sufferiŶŐĨƌŽŵĂƐƋƵŝŶƚ P ‘ŽŶĞĂůǁĂǇƐƌĞĐŽŐŶŝǌĞƐ ?ƌƵƌǇ ?Ɛ
children] by a slight congenital strabismus  W a regrettable little weakness which 
ĐŽƵůĚďĞƐŽĞĂƐŝůǇĐƵƌĞĚ ? ?5 
 
The Age of Innocence ǁĂƐĐĞƌƚĂŝŶůǇƌƵƌǇ ?ƐďĞƐƚŬŶŽǁŶǁŽƌŬĂŶĚŵĂŶǇǀĞƌƐŝŽŶƐŽĨŝƚ
exist in different sizes in plaster, bronze and marble.6 In addition to being a popular 
and commercial success, this study in child psychology had a personal significance 
for the artist himself. At his marriage in 1900 to Phoebe Turner at the Algernon Road 
Congregational Church in Lewisham, Drury gave small bronze versions of The Age of 
Innocence to the three bridesmaids.7 Writing in 1901 to Herbert Thompson, barrister 
and music critic for the Yorkshire Post, about his recent purchase of a copy of the 
work, Drury remarŬĞĚ ‘/ŚŽƉĞƚŚĞůŝƚƚůĞŐŝƌůǁŝůůŵĞĞƚǁŝƚŚǇŽƵƌĂƉƉƌŽǀĂů ? ?,ĞĂƌŝŶŐ
ďĂĐŬŝŶƚŚĞĂĨĨŝƌŵĂƚŝǀĞ ?ƌƵƌǇƚŚĞŶƌĞƉůŝĞĚ ‘/ĂŵƐŽŐůĂĚƚŚĂƚǇŽƵůŝŬĞŝƚƐŽŵƵĐŚ ?
ŵŽŶŐŵǇƐŵĂůůĞƌǁŽƌŬƐ ?ŝƚŚĂƐĐĞƌƚĂŝŶůǇŐŝǀĞŶŵĞƚŚĞŵŽƐƚƉůĞĂƐƵƌĞ ? ?8 Certainly 
part of its appeal for the artist lay in the affectionate relationship he had with Gracie 
Doncaster, the daughter of family friends known through musical circles, with whom 
the artist behaved rather like a godfather prior to starting his own family (two 
photographs of Gracie Doncaster and four postcards written by her exist in the Drury 
family archive).9 That, in addition, the charming simplicity of the state of childhood 
                                                 
5 L. Taft, Modern Tendencies in Sculpture, Chicago, University of Chicago Press, 1921, p. 78. 
6 ^ĞĞ: ?tŝŶĨƌĞǇ ?ƐĐĂƚĂůŽŐƵĞĞŶƚƌǇŝŶdŚŽŵĂƐ ?ĂƐĂƚŶŽƚĞ ?, pp. 44-45. 
7 The Oxford Journal, 21 July 1900, p. 7. 
8 Leeds, University of Leeds, Brotherton Library, Special Collections, MS.361/77, Alfred Drury to 
Herbert Thompson, 4 December 1901; MS.361/78, Alfred Drury to Herbert Thompson, 9 December 
1901. 
9 These links were explored by E. McCormick, particularly in relation to the Doncaster family 
ƉŚŽƚŽŐƌĂƉŚĂůďƵŵ ?ŝŶƚŚĞ,ĞŶƌǇDŽŽƌĞ/ŶƐƚŝƚƵƚĞ ?ƐĞǆŚŝďŝƚŝŽŶThe Age of Innocence: Replicating the 
Ideal Portrait in the New Sculpture Movement, Sculpture Study Galleries, Leeds Art Gallery, 25 July  W 
20 October 2013. 
that Gracie Doncaster represented was a source of artistic inspiration for Drury, as it 
had been for his master Dalou, is hinted at by a detail in the 1907 statuette of 
Inspiration (conceived as a pair with Knowledge for the decoration of the Cromwell 
Road entrance to the Victoria and Albert Museum). The female figure representing 
Inspiration holds a laurel branch for art and literature, and a book signifying learning, 
the ribbon seal of which carries a small oval version of The Little Duchess, also 
modelled on Gracie Doncaster (fig. 6). 
 
ƌƵƌǇ ?ƐŵŽƌĞĚŝƌĞĐƚƐŽƵƌĐĞƐŽĨŝŶƐƉŝƌĂƚŝŽŶĨŽƌŚŝƐǁŽƌŬƐŝŶĐůƵĚĞƉŽĞƚƌǇĂŶĚĂƌƚ ?ďƵƚ
also the world of theatre and popular song. Griselda (fig. 7), for example, alludes by 
title to the story told by Boccaccio and Chaucer (among others) of the long-suffering 
wife of the Marquis of Saluzzo who endures separation and the apparent loss of her 
children with fortitude. Winfrey suggests that Drury may also have had in mind 
ĚǁĂƌĚtĂůĨŽƌĚ ?ƐPatient Griselda and other Poems published in 1894. The girl 
represented by Drury hardly seems old enough to have known such sorrow; 
therefore, rather than illustrating a text, perhaps she better epitomises the 
ƐĞŶƚŝŵĞŶƚĂůŵŽƌĂůƚŚĂƚtĂůĨŽƌĚĚĞƌŝǀĞƐĨƌŽŵƚŚĞƐƚŽƌǇŽĨ'ƌŝƐĞůĚĂ P ‘dŚĞƌĞŝƐĂƐŝůǀĞƌǇ
ůŝŶŝŶŐƚŽĞĂĐŚĐůŽƵĚ ?ŶĚǁŚŽ “ŝŶƉĂƚŝĞŶĐĞĚŽƚŚŚŝƐƐŽƵůƉŽƐƐĞƐƐ ? ?KƌƐŽŽŶŽƌůĂƚĞ
ŚĞƐŚĂůůƚŚĞǀŝĐƚŽƌďĞ ? ?10 Patient self-possession certainly seems the dominant quality 
ŽĨƚŚŝƐǁŽƌŬƉƌĂŝƐĞĚďǇƚŚĞĐƌŝƚŝĐDĂƌŝŽŶ^ƉŝĞůŵĂŶŶĂƐ ‘ĂŶĞǆƋƵŝƐŝƚĞƐƚƵĚǇŽĨ
childhŽŽĚ ?ĨŝŶĞĂƐƐĐƵůƉƚƵƌĞ ?ĞůĞŐĂŶƚĂŶĚďĞĂƵƚŝĨƵůĂƐĚĞĐŽƌĂƚŝŽŶ ?ĂŶĚďǇThe Builder 
ĂƐ ‘ƌĞŵĂƌŬĂďůĞŶŽƚƐŽŵƵĐŚĨŽƌŝƚƐƉŚǇƐŝĐĂůďĞĂƵƚǇĂƐĨŽƌŝƚƐĞǆƉƌĞƐƐŝǀĞĐŚĂƌĂĐƚĞƌ ? ?11 
Drury included a short line of text on the relief profile My Queen (fig. 8) P ‘ƉƵƌĞŝŶŚĞƌ
ƐƉŝƌŝƚ ?ƚŚŝƐŵĂŝĚĞŶ/ůŽǀĞ ? ?ŐĂŝŶ ?ƚŚŝƐŝĚĞŶƚŝĨŝĞƐƚŚ ƉƌĞǀĂŝůŝŶŐĂůůĞŐŽƌŝĐĂůƋƵĂůŝƚǇ
represented by the work  W the purity of character that inspires true love  W and with it 
the textual source used by the artist. In this case he has responded to the lyric of a 
popular song ĂůƐŽƚŝƚůĞĚ ‘DǇYƵĞĞŶ ?ĂŶĚused in the enormously successful farce 
ŚĂƌůĞǇ ?ƐƵŶƚ (1892) by Brandon Thomas: 
 
                                                 
10 E. Walford, Patient Griselda and other poems, London, Chatto & Windus, 1894, p. 18. 
11 M. Spielmann, British Sculpture and Sculptors of Today, London, Cassell, 1901, p. 112; The Builder, 
66, 1896, p. 493. 
tŚĞŶĂŶĚŚŽǁƐŚĂůů/ĞĂƌůŝĞƐƚŵĞĞƚŚĞƌ ? Q 
But she must be courteous, she must be holy, 
Pure in her spirit, this maiden I love; 




1922 associates The Age of Innocence ǁŝƚŚǁŚĂƚǁĂƐĐůĞĂƌůǇŽŶĞŽĨƌƵƌǇ ?ƐĨĂǀŽƵƌŝƚĞ
theatrical ĞŶƚĞƌƚĂŝŶŵĞŶƚƐ P ‘zŽƵƐŚĂůůĐĞƌƚĂŝŶůǇŚĂǀĞĂĐĂƐƚŽĨ “/ŶŶŽĐĞŶĐĞ ? ?/ǁŝůůŚĂǀĞ
ŽŶĞŽƌƚǁŽĚŽŶĞǁŚĞŶƚŚĞǁĞĂƚŚĞƌŝƐŶŽƚƐŽŚŽƚ ?dŚĞŐĞůĂƚŝŶĞǁŽŶ ?ƚƐĞƚƉƌŽƉĞƌůǇƚŚŝƐ
weather. So many thanks for the delightful W ?W ? ? ?ƉŝĐƚƵƌĞƉŽƐƚĐĂƌĚ ?ŽĨ “/ŶŶŽĐĞŶĐĞ ? ?
It seems ƚŚĂƚŝƚŝƐůŝŬĞ “ŚĂƌůĞǇ ?ƐƵŶƚ ? ? ?12 Unfortunately, the sculptor does not 
expand on this tantalising remark. The Age of Innocence takes its title from a painting 
by Sir Joshua Reynolds of a little girl (c. 1788) now in the Tate collection, which in 
turn only acquired its title through its subsequent reproduction in prints which 
ĐĂƌƌŝĞĚƚŚŝƐŝŶƐĐƌŝƉƚŝŽŶ ?tŚŝůĞƚŚĞƌĞŝƐŶŽƉĂƌƚŝĐƵůĂƌǀŝƐƵĂůŝŶĚĞďƚĞĚŶĞƐƐƚŽZĞǇŶŽůĚƐ ?
ƉĂŝŶƚŝŶŐ ?ƚŚĞŐĞŶĞƌŝĐƐŝŵŝůĂƌŝƚǇŽĨƌƵƌǇ ?ƐĐŚŝůĚƌĞŶ ?ƐŚĞĂĚƐĂŶĚƚŚĞ ‘ĨĂŶĐǇƉŝĐƚƵƌĞƐ ?ŽĨ
child subjects by Reynolds is clear. 
 
/ƚŝƐĂƚĂƌƌŽǁŽƵƌƚ ?ŶĞĂƌƌŝƐƚŽů ?ƚŚĂƚƌƵƌǇ ?ƐĐŽŶ ĞƌŶǁŝƚŚƚŚĞƉĞŶƐŝǀĞŚĞĂĚĂŶĚ
the passing of time finds its most complete expression, and also where interesting 
connections with Griselda and The Age of Innocence ĐĂŶďĞŵĂĚĞ ?ƌƵƌǇ ?Ɛ
decoration of the exedra in the formal garden designed by Inigo Thomas for Henry 
Martin Gibbs at Barrow Court in 1898 exemplifies his awareness of site and ability to 
collaborate with architects (fig. 9). The garden, with its prominent sundials, was 
ĚĞƐŝŐŶĞĚƚŽďĞ ‘ĂŵŽŶŝƚŽƌŽĨƚŚĞƉĂƐƐĂŐĞŽĨƚŝŵĞ ?ĂŶĚƌƵƌǇ ?Ɛtermini for the exedra 
chart the progress of the year through a series of twelve female heads representing 
the months at different stages of an individual life.13 The sun sets behind the exedra 
which frames a view of the main Gibbs family home, Tyntesfield House, across the 
ǀĂůůĞǇ ?>ŝŬĞƚŚĞƐƵŶĚŝĂůƐ ?ƌƵƌǇ ?ƐŚĞĂĚƐǁŝƚŶĞƐƐƚŚĞƉĂƐƐŝŶŐŚŽƵƌƐĂŶĚƚŚĞĐŚĂŶŐŝŶŐ
                                                 
12 Leeds, University of Leeds, Brotherton Library, Special Collections, Wood Papers, Drury 2, Alfred 
Drury to Butler Wood, 6 June 1922. 
13  ‘ŽƵŶƚƌǇ,ŽŵĞƐĂŶĚ'ĂƌĚĞŶƐKůĚĂŶĚEĞǁ PĂƌƌŽǁŽƵƌƚ ?^ŽŵĞƌƐĞƚ ?ƚŚĞƐĞĂƚŽĨDƌ ?, ?D ?'ŝďďƐ ? ?
Country Life, 18 January 1902, p. 84. 
ƐĞĂƐŽŶƐǁŝƚŚŝŶƚŚĞŐĂƌĚĞŶ ?ǁŚŝůĞůĞƐƐĂďƐƚƌĂĐƚůǇƚŚĞǇŵĞĂƐƵƌĞŶĂƚƵƌĞ ?ƐŝŵŵĞŶsity 
against the span of a single life. Marking the boundary between the garden and the 
ǀĂůůĞǇ ?ŵĂŶ ?ƐŚĂďŝƚĂƚŝŽŶĂŶĚŶĂƚƵƌĞ ?ƚŚĞǇƉŽŶĚĞƌŽŶƚŝŵĞ ?ƐƚƌĂŶƐŝƚŝŽŶƐǁŝƚŚƉĂƚŝĞŶƚ
ĨŽƌƚŝƚƵĚĞƌĞŐŝƐƚĞƌŝŶŐǁŚĂƚtŽƌĚƐǁŽƌƚŚĚĞƐĐƌŝďĞĚĂƐ ‘ĂƉƌĞƐĞŶĐĞƚŚĂƚĚŝƐƚƵƌďƐŵĞ
with joy of elevated thoughts; a sense sublime of something far more deeply 
ŝŶƚĞƌĨƵƐĞĚ ?ǁŚŽƐĞĚǁĞůůŝŶŐŝƐƚŚĞůŝŐŚƚŽĨƐĞƚƚŝŶŐƐƵŶƐ ? ?14 The critic Alfred Lys Baldry, 
probably writing after having seen the terracotta models for the heads in his friend 
ƌƵƌǇ ?ƐƐƚudio rather than the carved stone termini in situ, praised this poetic quality 
of the work: 
 
Drury has used the occasion to introduce a touch of poetic originality into what, with 
less intelligence, might easily have been allowed to degenerate into mere 
peƌĨƵŶĐƚŽƌǇŽƌŶĂŵĞŶƚĂƚŝŽŶ QŚĞĐŽŶĐĞŝǀĞĚƚŚĞŚĂƉƉǇƚŚŽƵŐŚƚŽĨƚƌĞĂƚŝŶŐƚŚĞďƵƐƚƐ
ŝŶƐĞƋƵĞŶĐĞƚŽŝůůƵƐƚƌĂƚĞƚŚĞƉƌŽŐƌĞƐƐŽĨĂŶŝŶĚŝǀŝĚƵĂůĨƌŽŵǇŽƵƚŚƚŽĂŐĞ Q,ĞŚĂƐ
accentuated his idea by the small accessories which accompany each bust: by the 
early spring flowers lying on the drapery of February, the wind-tossed locks of 
March, the corn and fruits given to August, September, and October, and by the 
heavy wrappings that shroud the head of December; but the story that he wished to 
tell is clear enough even without these clues.15  
 
If the Barrow Court heads are conceived to illustrate the ageing process of a single 
individual then it is certainly not a progress punctuated at regular intervals (for 
example, each head notionally advancing by six years to the age of 72). Rather the 
emphasis is on childhood and youth, with only December appearing really aged, and 
November suggesting advanced middle age. It is also clear that Drury used different 
models for each month, with January and particularly February (fig. 10) resembling 
Gracie Doncaster who modelled for The Age of Innocence, and April (fig. 11) strongly 
recalling her sister Clarrie who was the model for Griselda. Other correspondences 
ĐĂŶďĞĨŽƵŶĚǁŝƚŚƌƵƌǇ ?ƐĐŽŶƚĞŵƉŽƌĂƌǇǁŽƌŬƐ PAugust (fig. 12), for example, 
resembles the head of the nude lamp standard Morn (fig. 13) in Leeds City Square, 
while October (fig. 14) employs the same model used for DŽƌŶ ?Ɛ partner figure of 
Even (fig. 15). The bronze lamp standards in Leeds are dated 1903 but were actually 
                                                 
14 W. Wordsworth, as at note 3, p. 127. 
15  ?> ?ĂůĚƌǇ ? ‘dŚĞƌƚDŽǀĞŵĞŶƚ PĞĐŽƌĂƚŝǀĞ^ĐƵůƉƚƵƌĞďǇDƌůĨƌĞĚƌƵƌǇ ? ?Magazine of Art, 1898, 
pp. 442-45 
conceived at the same time as the Barrow Court heads, with Even being exhibited at 
the Royal Academy in 1898. This suggests that these figures of young women (rather 
than girls) could not have been modelled by either of the Doncaster sisters, as has 
sometimes been suggested, but must have been based on professional models (the 
same is presumably true of The Spirit of Night a bust Drury exhibited in 1905 based 
on the head of Even). In a letter to William Hamo Thornycroft in 1905, Drury 
recommended the Mancini family  W respected technicians known for their expertise 
in sculptural processes  W ĂƐďĞŝŶŐĂůƐŽĂŐŽŽĚƐŽƵƌĐĞŽĨŵŽĚĞůƐ P ‘tŚǇŐŽŽĚDƌƐ
DĂŶĐŝŶŝŚĂƐĐŚŝůĚƌĞŶŽĨĂůůĂŐĞƐŝŶƐƚŽĐŬ ?dŚĞĨĂŵŝůǇŝƐǁŽƌƚŚŬŶŽǁŝŶŐ ? ?16 
 
Given these formal correspondences, The Age of Innocence is perhaps best 
contextualised in the Wordsworthian frame of reference suggested by Barrow Court 
ǁŚĞƌĞƚŚĞĐŽŶĨƌŽŶƚĂƚŝŽŶŽĨĐŚŝůĚŚŽŽĚĂŶĚǇŽƵƚŚǁŝƚŚŶĂƚƵƌĞ ?ƐůŝŵŝƚůĞƐƐŝŵŵĞŶƐŝƚǇ
ƵŶĚĞƌůŝŶĞƐƚŚĞƉŽĞƚ ?ƐŵŽƌĂů PƚŚĞĨƌĞĞĚŽŵĂŶĚũŽǇǁŝƚŚǁŚŝĐŚƚŚĞĐŚŝůĚĞǆƉĞƌŝences 
nature is an example to adults -  ‘ƚŚĞĐŚŝůĚŝƐĨĂƚŚĞƌŽĨƚŚĞŵĂŶ ? W but The Age of 
Innocence is equally one touched by the melancholy thought of inevitable decline, 
and disturbed by the first stirring intimations of mortality and even immortality. 
WoƌĚƐǁŽƌƚŚ ?ƐŽǁŶƉŽĞŵĨŽƌŚŝƐĚĂƵŐŚƚĞƌƵƌŐĞƐŚĞƌƚŽĐŽŶƐŝĚĞƌƚŚĞƚĞƌŶĂů ?ĂŶĚƚŚŝƐ
is what Drury depicts Gracie Doncaster as starting to do.17 The Age of Innocence is, 
therefore, a work of sentiment in a Romantic sense, but not sentimental in our 
current usage of the term. In the form of a bronze bust, the pensive girl brought a 
refined poetic meditation on the Sublime indoors, perfectly performing the New 
^ĐƵůƉƚƵƌĞ ?ƐĂŵďŝƚŝŽŶŽĨƉƌŽǀŝĚŝŶŐ ‘ƐĐƵůƉƚƵƌĞŝŶƚŚĞŚŽƵƐĞ ? ?18 According to this 
reading, therefore, drawinŐŽŶƚŚĞĂƌƚŝƐƚ ?ƐƐĐĂƚƚĞƌĞĚƌĞĨĞƌĞŶĐĞƐŝŶŚŝƐůĞƚƚĞƌƐ ?ĂŶĚŽŶ
ŚŝƐŬŶŽǁŶƌĞĂĚŝŶŐŽĨtŽƌĚƐǁŽƌƚŚ ?ƐƉŽĞƚƌǇ ?ƚŚĞ ‘ĂŐĞŽĨŝŶŶŽĐĞŶĐĞ ?ƌĞƉƌĞƐĞŶƚĞĚďǇ
ƌƵƌǇǁĂƐŶŽƚŝŶƚĞŶĚĞĚƚŽďĞƚŚĞ ‘ĂŐĞŽĨĐŽŶƐĞŶƚ ? ?,ŽǁĞǀĞƌ ?ŝƚŝƐĐĞƌƚĂŝŶůǇƉƌŽďĂďůĞ
that broader cultural concerns about preserving the purity of childhood from sexual 
exploitation  W the age of consent had been raised from 13 to 16 in 1885 as a result of 
                                                 
16 Leeds, Henry Moore Institute, Thornycroft Papers, 4.86/208, Alfred Drury to Hamo Thornycroft, 1 
February 1905. 
17 W. Wordsworth, as at note 3, p. 103. 
18  ?'ŽƐƐĞ ? ‘dŚĞWůĂĐĞŽĨ^ĐƵůƉƚƵƌĞŝŶĂŝůǇ>ŝĨĞ ? ?Magazine of Art, 1895, pp. 368-72, 407-10; 1895-6, 
pp. 9-12. 
the publication of The Maiden Tribute of Modern Babylon by William Thomas Stead  W 
played a part in the successful reception of the work.19  
 
The sensibilities of some members of the public were certainly alarmed by the 
overtly sensual figures of Morn and Even in Leeds, with the Yorkshire Evening Post 
ƌĞĨĞƌƌŝŶŐƚŽĂ ‘WƵƌŝƚĂŶŝĐĂůĐƌƵƐĂĚĞ ?ĂŐĂŝŶƐƚƌƵƌǇ ?ƐǁŽƌŬ ‘ƚŽƐƉĂƌĞƚŚĞďůƵƐŚĞƐǁŝƚŚ
which a false modesty colours the cheeks of Mrs Grundy and her twin sister, the 
ƌŝƚŝƐŚŵĂƚƌŽŶ ? ?20 The patron of the Leeds City Square project, the prominent 
industrialist Colonel Thomas Walter Harding, felt the need to defend them on 
aesthetic grounds at the official opening of the square on 16 September 1903, while 
a lengthy article in the Yorkshire Post defended the nudity of the lamp standards 
ƐƚĂƚŝŶŐƚŚĂƚ ‘ǁĞĐĂŶŶŽƚďĞlieve that the public morality of Leeds will be one whit 
worse than it is from contemplation of figures which are absolutely pure in intention 
ĂŶĚĞǆƉƌĞƐƐŝŽŶ ? ?21 Adapting the idea of the caryatid figure to the modern task of 
supporting an electric light, DrƵƌǇ ?ƐĨŽƵƌƉĂŝƌƐŽĨĐŽŶƚƌĂƐƚŝŶŐĨŝŐƵƌĞƐǁĞƌĞƉƌŝŶĐŝƉĂůůǇ
concerned, however, with marking the passing of time in allegorical form, although 
here each pair encompasses a day rather than the full year as at Barrow Court. To 
some extent Drury was responding to the twenty-two nudes holding gas lamps 
surrounding the Opera House in Paris by Louis-Félix Chabaud. These too come in 
pairs representing the morning and evening stars, although by comparison with 
ƌƵƌǇ ?ƐMorn and Even they perform their task a little prosaically. While designing 
his figures very much with their function in mind, Drury could be said to have added 
 ‘ĂƚŽƵĐŚŽĨƉŽĞƚŝĐŽƌŝŐŝŶĂůŝƚǇ ? W as we have seen Baldry wrote of his 
contemporaneous work at Barrow Court near Bristol  W to a commission that 
otherwise may have seemed a gratuitous affront to public morality and not just 
 ‘ŵĞƌĞƉĞƌĨƵŶĐƚŽƌǇŽƌŶĂŵĞŶƚĂƚŝŽŶ ? ? 
 
                                                 
19 tŝŶĨƌĞǇŚĂƐĂƌŐƵĞĚ ?ĨŽƌĞǆĂŵƉůĞ ?ƚŚĂƚ ‘ƚŚĞĐŽŵďŝŶĂƚŝŽŶŽĨƚŚĞƐĞŶƐƵŽƵƐĂŶĚŝŶŶŽĐĞŶĐĞƉĞƌŚĂƉƐ
explains her immense appeal to an audience who were prudishly getting over the scandal of Oscar 
tŝůĚĞ ?ƐƚƌŝĂůŝŶ ? ? ? ? ? ?dŚŽŵĂƐ ?ĂƐĂƚŶŽƚĞ ? ?Ɖ ? ? ? ? 
20 Yorkshire Evening Post ? ?:ĂŶƵĂƌǇ ? ? ? ? ? ‘zŽƌŬƐŚŝƌĞĐŚŽĞƐ ?ĐŽůƵŵŶ ? 
21 The Statuary of Leeds City Square ?>ĞĞĚƐ ? ? ? ? ? ?Ɖ ? ? ? ‘>ĞĞĚƐŝƚǇ^ƋƵĂƌĞ PdŚĞĞĐŽƌĂƚŝǀ^ĐŚĞŵĞ
ŽŵƉůĞƚĞ ? ?Yorkshire Post, 3 September 1903. 
As we have seen, therefore, like the Barrow Court heads, the Leeds Morn and Even 
are concerned with temporality. The great sculptural precedent for this theme 
ƚƌĞĂƚĞĚƚŚƌŽƵŐŚƚŚĞĨĞŵĂůĞŶƵĚĞŝƐDŝĐŚĞůĂŶŐĞůŽ ?ƐDĞĚŝĐŝŚĂƉĞůŝŶ&ůŽƌĞŶĐĞ ?ǁŚĞƌĞ
the figures of Aurora and Notte ƐǇŵďŽůŝǌĞƚŝŵĞ ?ƐŝŶĞǆŽƌĂďůĞƉĂƐƐŝŶŐƚŚƌŽƵŐŚƚŚĞŝƌ
contrasting bodies and poses, the one virginal and fresh the other maternal and 
ĨĂƚŝŐƵĞĚ ?^ŝŵŝůĂƌůǇ ?ƌƵƌǇ ?ƐMorn stands erect with open eyes, holding her light up 
straight with her right arm, while her left hand clasps roses and a billowing swag of 
ĚƌĂƉĞƌǇ ?^ŚĞŝƐ ‘ƌŽƐǇĨŝŶŐĞƌĞĚ ? ?ũƵƐƚĂƐ,ŽŵĞƌŚĂĚĚĞƐĐƌŝďĞĚĂǁŶ ?ƌƵƌǇŚĂĚ
prevŝŽƵƐůǇƌĞĨĞƌƌĞĚƚŽ,ŽŵĞƌ ?ƐƉŽĞƚƌǇǁŚĞŶŚŝƐCirce was exhibited at the Royal 
Academy with verses from the Odyssey in 1893). By contrast Even seems weighed 
down by the passing of time and the cares of the day, lost in reverie with closed 
eyes, her right hand supporting her drooping head. If Morn is a more restrained take 
ŽŶĂůŽƵ ?ƐAbundance from the Triumph of the Republic monument in Paris, is it too 
fanciful to see in Even ƌƵƌǇ ?ƐŚŽŵĂŐĞƚŽZŽĚŝŶ ?dŚĞĐůŽƐĞĚĞǇĞƐ ?ƚŚĞůĂŶŐƵŽƌŽƵƐ ?
vanquished air, the telling detail of the head held up by the right hand, are all similar 
ƚŽZŽĚŝŶ ?ƐĞĂƌůǇŵĂƐƚĞƌƉŝĞĐĞ ?ƚŚĞŵĂůĞŶƵĚĞ ?The Age of Bronze (c.1876, but first cast 
in bronze in 1884). 
 
By contrast with the Leeds City Square project, where Drury was working for an 
admiring patron of romantic and aesthetic tastes, the commission to produce a 
memorial to the fallen in the South African or Second Anglo-Boer War for Clifton 
College in Bristol was one in which he was required to encapsulate the feelings of 
loss and pride of a whole community, and also to sum up the chivalric ethos of one 
ŽĨŶŐůĂŶĚ ?ƐůĞĂĚŝŶŐƉƵďůŝĐƐĐŚŽŽůƐ ?dŚĞŝĚĞĂĨŽƌĂŵĞŵŽƌŝĂůĞŵĞƌŐĞĚĨƌŽŵƚŚĞKůĚ
Cliftonians network, and the alumni of the school were balloted on its form and 
location. It was only at a latĞƌƐƚĂŐĞƚŚĂƚƌƵƌǇďĞĐĂŵĞŝŶǀŽůǀĞĚ P ‘ŽŶƚŚĞƐƵŐŐĞƐƚŝŽŶ
of the architects [W. S. Paul and R. C. James of Bristol], the Committee then 
approached the well-known sculptor, Mr. Alfred Drury, A.R.A., and at their request 
he submitted two sketch models, one being of St. George, the other of a modern 
ƐŽůĚŝĞƌŝŶ<ŚĂŬŝ ? ?22 ƌƵƌǇ ?ƐƉƌŽĚƵĐƚŝŽŶŽĨƚǁŽǀĞƌǇĚŝĨĨĞƌĞŶƚƐŬĞƚĐŚĨŝŐƵƌĞƐƚŽĞŵďŽĚǇ
                                                 
22 The Cliftonian, XVIII, June 1904, pp. 190-91. 
 ‘WĂƚƌŝŽƚŝƐŵ ?ƌĞĨůĞĐƚĞĚĚĞďĂƚĞƐǁŝƚŚŝŶƚŚĞŵĞŵŽƌŝĂůĐŽŵŵŝƚƚĞĞĂŶĚƚŚĞǁŝĚĞƌďŽĚǇŽĨ
Old Cliftonians about the most appropriate form of commemoration.  
 
dŚĞ ‘ƌĞĂůŝƐƚ ?ƉŽŝŶƚŽĨǀŝĞǁǁĂƐƉƵƚĨŽƌǁĂƌĚŝŶĂůĞƚƚĞƌƉƵďůŝƐŚĞĚŝŶƚŚĞƐĐŚŽŽů
ŵĂŐĂǌŝŶĞƵŶĚĞƌƚŚĞƉƐĞƵĚŽŶǇŵ ‘K ?ĞƌƉĞĞƌŝŶŐdƌƵƚŚ ? ?ůƚŚŽƵŐŚũŽĐƵůĂƌŝŶƚŽŶĞ W 
ĂƌŵŽƵƌŵŝŐŚƚďĞŶĞĐĞƐƐĂƌǇĨŽƌĂĨŝŐƵƌĞƚŚĂƚƌĂŶ ‘ƚŚĞƌŝƐŬŽĨďĞŝŶŐƉĞƉƉĞƌĞĚďǇ stray 
ĐƌŝĐŬĞƚďĂůůƐ ? Wit did make serious points about the anachronistic effect of patriotic 
ǀŝƌƚƵĞďĞŝŶŐƌĞƉƌĞƐĞŶƚĞĚďǇĂŵĞĚŝĞǀĂůŬŶŝŐŚƚ ‘ĐůĂĚŝŶƚŚĞŽďƐŽůĞƚĞƉĂŶŽƉůǇŽĨĂ
ďǇŐŽŶĞŐĞŶĞƌĂƚŝŽŶ ? ? ‘tĂƐƚŚĞƌĞĂŶǇŽĐĐĂƐŝŽŶĚƵƌŝŶŐƚŚĞůĂƚĞǁĂƌ ? ?ĂƐŬĞĚƚŚĞǁƌŝƚer 
ǁŚŝůĞƉůĞĂĚŝŶŐĨŽƌĂŵŽƌĞƚƌƵƚŚĨƵůĂŶĚĐŽŶƚĞŵƉŽƌĂƌǇƚƌĞĂƚŵĞŶƚŽĨƚŚĞƚŚĞŵĞ ? ‘ŽŶ
which a kopje was scaled, a river forded, or a withering fire endured by warriors who 
ǁĞƌĞĞŶĐƵŵďĞƌĞĚďǇŚĞĂǀǇĚĞĨĞŶƐŝǀĞĂƌŵŽƵƌ ?dŚĞ “ƉĂƚƌŝŽƚŝƐŵ ?ŽĨǁŚŝĐŚƚŚĞĨŝŐƵƌĞ
is to bĞƐǇŵďŽůŝĐŝƐƚŚĂƚŽĨ ? ? ? ? ? ? ?ŶŽƚƚŚĂƚŽĨ ? ? ? ? ? ?23 In the end the alternative 
point of view supporting a medieval figure of St. George prevailed, perhaps because 
of the advocacy of the poet Henry Newbolt who was on the committee.24 
 
It was certainly Newbolt who provided the inscription on one of four bronze plaques 
on the gothic pedestal in Portland stone (the other three plaques record the names 
of the forty-three Old Cliftonians who died during the South African War). The 
commemorative verse provided by EĞǁďŽůƚƌĞĂĚƐ P ‘ůŝĨƚŽŶƌĞŵĞŵďĞƌƚŚĞƐĞƚŚǇƐŽŶƐ
who fell fighting far over sea / For they in a dark hour remembered well their 
ǁĂƌĨĂƌĞůĞĂƌŶĞĚŽĨƚŚĞĞ ? ?dŚŝƐĚŝƐƚŝůƐƚŚĞĞƐƐĞŶĐĞŽĨEĞǁďŽůƚ ?ƐďĞƐƚŬŶŽǁŶĂŶĚŵŽƐƚ
quoted poem, Vitaï Lampada of 1902 (the torch of life), which also equates sporting 
ďĞŚĂǀŝŽƵƌŝŶ ‘ƚŚĞůŽƐĞ ?ŽĨůŝĨƚŽŶŽůůĞŐĞǁŝƚŚŚĞƌŽŝĐǀĂůŽƵƌŽŶƚŚĞďĂƚƚůĞĨŝĞůĚǁŝƚŚ
ŝƚƐƌĞƉĞĂƚĞĚƌĞĨƌĂŝŶ P ‘WůĂǇƵƉ ?ƉůĂǇƵƉ ?ĂŶĚƉůĂǇƚŚĞŐĂŵĞ ? ?dŚĞůŝĨƚŽŶSt. George is 
one of the few works by Drury for which we ŚĂǀĞƚŚĞĂƌƚŝƐƚ ?ƐŽǁŶĞǆƉůĂŶĂƚŝŽŶŽĨŚŝƐ
work: 
 
The armour is of the period of the late fourteenth century; the shield is 
Gothic, with the cross of St. George on it; the handle of the sword is 
surmounted with a figure emblematical of Love; the figure of Christ is 
                                                 
23 The Cliftonian, XVII, April 1903, pp. 377-79. 
24 D. Winterbottom, Henry Newbolt and The Spirit of Clifton, Bristol, Redcliffe, 1986, pp. 54-56. 
surmounted by a symbol of the Holy Ghost, intended to represent the 
descent of the Spirit of God or the Word of God; the hilt takes the form of 
an anchor representing the anchor of Hope. In the head of St. George I 
have endeavoured to express his character of Fortitude and Virtue without 
effeminacy.25 
 
dŚĞŚƌŝƐƚŝĂŶƐǇŵďŽůŝƐŵŽĨ^ƚ ?'ĞŽƌŐĞ ?ƐƐǁŽƌĚ ?ƚŚĞƌŽŵĂŶƚŝĐƐƉŝƌŝƚŽĨƚŚĞĚĞƐĐƌŝƉƚŝŽŶ
and also the elaboration of detail suggest the influence of Alfred Gilbert who 
produced a figure of St. George for the tomb of the Duke of Clarence in 1895 (and 
variants and casts after it). Drury would also have been aware of the Renaissance 
ƉƌĞĐĞĚĞŶƚƐƚŚĂƚŚĂĚŝŶƐƉŝƌĞĚ'ŝůďĞƌƚ ?ƐƵĐŚĂƐƚŚĞĨŝŐƵƌĞŽĨ^ĂŶ>ŝďĞƌĂůĞŝŶ'ŝŽƌŐŝŽŶĞ ?Ɛ
ĂƐƚĞůĨƌĂŶĐŽĂůƚĂƌƉŝĞĐĞŽƌŽŶĂƚĞůůŽ ?ƐĨigure of St. George at Orsanmichele in 
&ůŽƌĞŶĐĞ ?,ŽǁĞǀĞƌ ?ŝŶƐƉŝƚĞŽĨƚŚĞŐŽƚŚŝĐĚĞƚĂŝůĂŶĚŝƚƐƐǇŵďŽůŝƐŵ ?ƌƵƌǇ ?ƐĨŝŐƵƌĞ
does not have much in common with the ethereal, dreamy imagery of Gilbert or 
even of Burne-Jones. He seems a modern figure, closer in character to heroic 
standing male figures of Hamo Thornycroft or Dalou. It is certainly interesting in the 
ĐŽŶƚĞǆƚŽĨƚŚŝƐĂƌƚŝĐůĞƚŽŚĂǀĞƌƵƌǇ ?ƐƐƚĂƚĞŵĞŶƚŽĨŝŶƚĞŶƚƌĞŐĂƌĚŝŶŐƚŚĞŚĞĂĚŽĨ^ƚ ?
George, which  W like the heads of pensive girls discussed above - aimed to express a 
ƉƌĞĚŽŵŝŶĂŶƚĐŚĂƌĂĐƚĞƌŝƐƚŝĐƵŶĚĞƌƐƚŽŽĚŝŶĂŐĞŶĚĞƌĞĚŵĂŶŶĞƌ P ‘&ŽƌƚŝƚƵĚĞĂŶĚsŝƌƚƵĞ
ǁŝƚŚŽƵƚĞĨĨĞŵŝŶĂĐǇ ? ?sŝĞǁĞĚŝŶƐŝƚƵ ?ĂĐƌŽƐƐƉůĂǇŝŶŐĨŝĞůĚƐĂŶĚĂŐĂŝŶƐƚƚŚĞŝŵƉƌĞƐƐŝǀĞ
backdrop of the Victorian gothic buildings of the school, the St. George appears to 
fulfil completely the brief given to Drury. As the Headmaster Canon Glazebrook said 
ĂƚƚŚĞƵŶǀĞŝůŝŶŐĐĞƌĞŵŽŶǇ P ‘ŚĞĚŝĚŶŽƚƚŚŝŶŬŝƚǁĂƐƉŽƐƐŝďůĞƚŽŝŵĂŐŝŶĞĂĨŝŐƵƌĞŵŽƌĞ
suitable for their purpose, which was that the School should have before it a 
ĐŽŶƚŝŶƵĂůƌĞŵŝŶĚĞƌƚŚĂƚĐŚŝǀĂůƌǇǁĂƐŽŶĞŽĨƚŚĞĨŝƌƐƚĚƵƚŝĞƐŽĨůŝĨĞ ? ?26 Chivalry had, 
however, been conspicuously lacking in a war where the British employed 
concentration camps and scorched earth tactics against the civilian population. 
NevertheůĞƐƐ ?ƌƵƌǇ ?ƐƐƚĂƚƵĞĞƉŝƚŽŵŝƐŝŶŐǀŝƌƚƵŽƵƐĨŽƌƚŝƚƵĚĞƉƌŽǀŝĚĞĚĂŶĞŶĚƵƌŝŶŐ
reminder to the schoolboys rehearsing through sport in the fields beneath it the 
heroism required for war. As such St. George ƌĞƉƌĞƐĞŶƚƐŝŶƌƵƌǇ ?ƐŽĞƵǀƌĞĂŶŽƚŚĞƌ
                                                 
25 The Cliftonian ?ys/// ?:ƵŶĞ ? ? ? ? ?Ɖ ? ? ? ? ?dŚŝƐŝƐƉƌĞƐƵŵĂďůǇƚĂŬĞŶĨƌŽŵĂůĞƚƚĞƌƚŽůŝĨƚŽŶ ?Ɛ
Headmaster Canon Michael George Glazebrook. There is a letter from Glazebrook in the Drury family 
archive. 
26 The Memorial to Old Cliftonians who fell in the South African War, Bristol, J. W. Arrowsmith, July 
1904, p. 11, pp. 12-13. 
characteristic moral concerning youth to be drawn from the passing of time  W as was 
noted in an anonymous poem ĞŶƚŝƚůĞĚ ‘>ŽŽŬŝŶŐ^ŽƵƚŚ ?ƉƌŝŶƚĞĚŝŶƚŚĞďŽŽŬůĞƚ 
ĂĐĐŽŵƉĂŶǇŝŶŐƚŚĞƵŶǀĞŝůŝŶŐĐĞƌĞŵŽŶǇ ?ǁŚŝĐŚŝŶĐŝĚĞŶƚĂůůǇĂůƐŽŶŽƚĞƐƚŚĞƐƚĂƚƵĞ ?Ɛ
ĨƵŶĐƚŝŽŶ ?ůŝŬĞƚŚĞĂƌƌŽǁŽƵƌƚŚĞĂĚƐ ?ĂƐĂ ‘ĂŵŽŶŝƚŽƌŽĨƚŚĞƉĂƐƐĂŐĞŽĨƚŝŵĞ ? ? P 
 
,ŝŐŚŽ ?ĞƌƚŚĞŽůůĞŐĞůŽƐĞŝƚƐƚĂŶĚƐ 
Fronting the scenes they loved so well 
And  W far away  W those southern lands, 
Where for the right they fought and fell: 
 “dŚƵƐƐŚĂůůǇĞ ? ?ŝƚƐĞĞŵƐƚŽƐĂǇ ? 
 “'ŽĨŽƌƚŚ ?ǁŚĞŶ ?ĞƌǇŽƵƌĐŽƵŶƚƌǇĐĂůů 
Quit ye as nobly in the fray,  
ŶĚŝĨ'ŽĚǁŝůů ?ĂƐŶŽďůǇĨĂůů Q 
 
Here now once more  W though gone are they  W  
I, the own image of their love,  
While the old pastimes yet ye play, 
Watch from my columned height above; 
Watch through the quiet summer eve 
Your white forms moving on the green, 
And, when for House and home ye leave, 
^ƚĂǇƐĞŶƚŽ ?ĞƌƚŚĞƐĂĐƌĞĚƐĐĞŶĞ W 
 
And mark the well-remembered chimes 
Toll the dim quarters as they pass, 
And see the shadows of the limes 
Grow longer on the yellowy grass: 
Till from high Tower and Chapel die 
The last flush-hues of rosy light, 
And the gloom gathers round, and I 
Stand looking Southward through the night.27 
 
 
Public sculpture of this type is a particularly social form of art, with the commission 
of a statue providing the locus for various forms of cultural exchange, between 
patrons and artists, and within larger communities interested in the project. The 
resulting monument, in a sense, represents the culture formed by these interlocking 
ĨŽƌĐĞƐ ?ďƵƚĐĂŶŶĞǀĞƌĨƵůůǇďƌŝĚŐĞƚŚĞŝŶĐŽŵŵĞŶƐƵƌĂďůĞŐĂƉďĞƚǁĞĞŶƚŚĞĂƌƚŝƐƚ ?Ɛ
ĐƌĞĂƚŝǀĞǁŽƌŬĂŶĚƚŚĞĐŽŵƉůĞǆŽĨƐŽĐŝĂůƌĞĂůŝƚŝĞƐƚŚĂƚ ‘ĐĂƵƐĞĚ ?ŝƚ W ƚŚĞ ‘Ɖatterns of 
                                                 
27 Ibid, pp. 15-16. 
ŝŶƚĞŶƚŝŽŶ ?ƚŽƵƐĞDŝĐŚĂĞůĂǆĂŶĚĂůů ?ƐƉŚƌĂƐĞ ?28 Even in such remarkably well-realised 
works as the Leeds statues, or the Clifton St. George, tensions are apparent  W 
ďĞƚǁĞĞŶƚŚĞ ‘ĂĞƐƚŚĞƚŝĐ ?ƚĂƐƚĞŽĨĂǁĞĂůƚŚǇŝŶĚŝǀŝĚƵĂůŶĚƚŚĞƉƵƌŝƚĂŶŝĐĂůŽƌƵƚŝůitarian 
tendencies within the wider community at Leeds, for example, or between romantic 
or realistic styles of remembrance at Clifton College. Perhaps the most complete in 
ƚŚŝƐƌĞƐƉĞĐƚ ?ďĞĐĂƵƐĞƚŚĞŵŽƐƚĨƵůůǇĚŽĐƵŵĞŶƚĞĚ ?ŽĨƌƵƌǇ ?ƐƉƵďůŝĐǁŽƌŬƐŝƐƚŚĞ
memorial statue to King Edward VII in Sheffield (fig. 16). Here the archive reveals the 
story of a sustained campaign of fundraising across Sheffield that resulted not only in 
the commission of a statue from Drury but also in the creation of a medical home for 
ĚŝƐĂďůĞĚĐŚŝůĚƌĞŶ ?ŽĐƵŵĞŶƚƐƌĞĐŽƌĚƌƵƌǇ ?ƐĐůŽƐĞŝŶǀŽůǀĞŵĞŶƚŝŶƚŚĞĚĞǀĞůŽƉŵĞŶƚ
ŽĨƚŚĞƉƌŽũĞĐƚŝŶŝƚŝĂƚĞĚďǇ^ŚĞĨĨŝĞůĚ ?ƐDĂǇŽƌ,ĞŶƌǇ<ĞŶǇŽŶ^ƚĞƉŚĞŶƐŽŶ ?ǀŝƐŝƚƐďǇƚŚĞ
ƐĐƵůƉƚƵƌĞĐŽŵŵŝƚƚĞĞƚŽŚŝƐƐƚƵĚŝŽŝŶ>ŽŶĚŽŶ ?ƚŚĞĂƌƚŝƐƚ ?ƐŽǁŶǀŝƐŝƚƐƚŽ^ŚĞĨĨŝĞůĚ ?ĂŶĚ
even a site report that he wrote. In the process he devised new relief panels 
commemorating the virtues of Edward VII  W alluding in one representing Unity to 
ZƵĚǇĂƌĚ<ŝƉůŝŶŐ ?ƐĞůĞŐŝĂĐƉŽĞƚƌǇ- and in another representing Philanthropy to the 
people of SheffiĞůĚ ?ƐĞĨĨŽƌƚƐƚŽĨŽƵŶĚĂŚŽƐƉŝƚĂů ?29 
 
dŚĞƉůĂŶƚŽďƵŝůĚĂƌŝƉƉůĞĚŚŝůĚƌĞŶ ?Ɛ,ŽŵĞ-  ‘ǁŚĞƌĞƐƵĐŚĐŚŝůĚƌĞŶŵĂǇƌĞĐĞŝǀĞ
ďŽƚŚĐƵƌĂƚŝǀĞƚƌĞĂƚŵĞŶƚĂŶĚĞůĞŵĞŶƚĂƌǇĂŶĚŝŶĚƵƐƚƌŝĂůĞĚƵĐĂƚŝŽŶ ?- answered a real 
need in Sheffield, where a 1911 report from the Education Committee pointed to the 
prevalence of tuberculosis of the joints in children, and addressed the well-known 
ĐŽŶĐĞƌŶƐŽĨƚŚĞůĂƚĞ<ŝŶŐǁŚŽƐĞŽǁŶƐǇŵƉĂƚŚŝĞƐĂƚƚƌĂĐƚĞĚŚŝŵƚŽ ‘ƚŚĞĐĂƵƐĞŽĨ
ŚĞůƉůĞƐƐůŝƚƚůĞĐŚŝůĚƌĞŶ ? ?dŚĞĚŽĐƵŵĞŶƚƐƉƌĞƐĞƌǀĞĚďǇZ ?D ?Prescott, the town clerk, 
tell in great detail the story of fundraising through a city-wide public subscription 
promoted through the local press, with each donation scrupulously recorded from a 
 ‘ǁŽƌŬŵĂŶ ?ƐĐŽŶƚƌŝďƵƚŝŽŶ ?ŽĨ ? ?ƚŽƚŚĞŽǁŶĞƌŽĨƚŚĞĂƐƐĞƚƚǁŽrks Samuel Meggit 
:ŽŚŶƐŽŶ ?ƐĚŽŶĂƚŝŽŶŽĨ ? ? ? ? ?ĂŵŽƵŶƚŝŶŐĞǀĞŶƚƵĂůůǇƚŽĂŐƌĂŶĚƚŽƚĂůŽĨ ? ? ? ? ? ? ?
Subsequently the records tell of the careful consideration of comparable institutions 
and what could be learnt from them in terms of staffing levels and medical 
                                                 
28 M. Baxandall, Patterns of Intention: On the Historical Explanation of Pictures, New Haven and 
London, Yale University Press, 1985. 
29 dŚĞƌĞŵĂƌŬĂďůǇƌŝĐŚĂƌĐŚŝǀĂůƐŽƵƌĐĞƐĨŽƌ^ŚĞĨĨŝĞůĚ ?ƐĚǁĂƌĚs//ŵĞŵŽƌŝĂů ?^ŚĞĨĨŝĞůĚƌĐŚŝǀĞƐ ? ? ? ?
and CA658) are discussed in Thomas, as at note 2, pp. 22-33. 
treatments, the architectural design of the building to be sited on land in the Rivelin 
Valley donated by the Duke of Norfolk, and the protracted negotiations with the 
Treasury and Board of Education to secure its long-term funding. Many of the details 
of ƚŚŝƐĐŽŵƉůĞǆŶĂƌƌĂƚŝǀĞĨŽƵŶĚƚŚĞŝƌǁĂǇŝŶƚŽƚŚĞĚĞƐŝŐŶŽĨƌƵƌǇ ?ƐƌĞŵĂƌŬĂďůĞ
Philanthropy relief on the pedestal of his memorial statue  W notably the 
architecturally accurate model of the hospital presented by the figure of 
Philanthropy to a representative ĨŝŐƵƌĞŽĨ^ŚĞĨĨŝĞůĚ ?ƐǁŽƌŬŝŶŐƉŽŽƌ ?
 
The unveiling ceremony for the Edward VII memorial in Fitzalan Square took place on 
 ? ?KĐƚŽďĞƌ ? ? ? ? ?ǁŚĞŶƌƵƌǇ ?ƐƐƚĂƚƵĞǁĂƐƵŶǀĞŝůĞĚďǇƚŚĞƵŬĞŽĨEŽƌĨŽůŬ ?ǁŝƚŚƚŚĞ
Duchess of Norfolk laying the foundation stone of ƚŚĞƌŝƉƉůĞĚŚŝůĚƌĞŶ ?Ɛ,ŽŵĞŝŶ
ƚŚĞZŝǀĞůŝŶsĂůůĞǇŽŶƚŚĞƐĂŵĞĚĂǇ ?dŚĞ ‘ƉŝĐƚƵƌĞƐƋƵĞĐĞƌ ŵŽŶǇ ?ǁĂƐǁŝƚŶĞƐƐĞĚďǇ
 ‘ĚĞŶƐĞĐƌŽǁĚƐ ?ĂŶĚĂĐĐŽŵƉĂŶŝĞĚďǇƐƉĞĞĐŚĞƐŝŶƉƌĂŝƐĞŽĨ ƚŚĞ ‘ŐƌĞĂƚƐƚĂƚƵĞŽĨĂŐƌĞĂƚ
ŵĂŶ ? ?30 tŚŝůĞƌƵƌǇ ?ƐĂĐŚŝĞǀĞŵĞŶƚǁĂƐƉƌĂŝƐĞĚĂŶĚŚŝƐƌĞƉƵƚĂtion noted (a student 
ŽĨ ‘ƚŚĞŐƌĞĂƚƐĐƵůƉƚŽƌD ?:ƵůĞƐĂůŽƵ ? ? ?ŵƵĐŚŽĨƚŚĞĐŽǀĞƌĂŐĞŝŶƚŚĞůŽĐĂůƉƌĞƐƐŽĨƚŚĞ
unveiling understandably focused on the cherished memory of the late King, whose 
influence in Sheffield had done much to ward off the rise of republicanism according 
to the Sheffield Daily Telegraph.31 The epideictic oratory in praise of Edward VII 
during the ceremony accompanied and at times responded directly to the allegorical 
imagery of the bronze panels on the pedestal, particularly in the speech of Henry 
Kenyon Stephenson, the one man who had done so much to see through the project 
ĂŶĚǁŚŽƚŚĞĚŽĐƵŵĞŶƚƐƌĞǀĞĂůŚĂĚƚĂŬĞŶƐƵĐŚĂĐůŽƐĞŝŶƚĞƌĞƐƚŝŶƌƵƌǇ ?ƐĞǆĞĐƵƚŝŽŶ
of it. Photographs of the bas-reliefs were reproduced in the Sheffield Daily 
IndepenĚĞŶƚ ?ĂŶĚĂŶĂĐĐŽƵŶƚŽĨƚŚĞŝƌŝĐŽŶŽŐƌĂƉŚǇďĂƐĞĚŽŶ^ƚĞƉŚĞŶƐŽŶ ?ƐƐƉĞĞĐŚ
was printed in the Sheffield Daily Telegraph: 
 
THE STORY OF THE PANELS 
 
The four panels of the statue pedestal, which Colonel Stephenson in his 
statement described in detail, are of unusual interest. The front panel 
consists of two figures  W  ‘&ĂŵĞ ?ĂŶĚ ‘dƌƵƚŚ ?ŚŽůĚŝŶŐƚŚĞŝŶƐĐƌŝƉƚŝŽŶ ‘ĚǁĂƌĚ
VII 1841- ? ? ? ? ? ?dŚĞŵĂũĞƐƚŝĐĨŝŐƵƌĞŽĨ&ĂŵĞŝƐƉŽƌƚƌĂǇĞĚǁŝƚŚŝŶŐƐ ?ĂƐ
                                                 
30 The Sheffield Daily Independent, Wednesday 29 October 1913, p. 5 
31 Sheffield Daily Telegraph, Wednesday 29 October 1913, p. 6.  
fame flies through the length and breadth of the land. Truth is represented 
by a serene figure with eyes uplifted to the source of Truth. 
The back panel represents Peace  W ever the great aim of the late King  W 
being crowned by Gratitude who bears in her left hand an olive branch. 
Behind Gratitude is a woman holding a small winged figure of Liberty which 
should be the outcome of Peace. The other two figures express the idea of 
Rest and Contentment brought about by Peace.  
One of the side panels represents Philanthropy in the graceful and stately 
figure of a woman presenting the CripƉůĞĚŚŝůĚƌĞŶ ?Ɛ/ŶƐƚŝƚƵƚŝŽŶƚŽĂĨŝŶĞůǇ
built man typical of Labour. Near to him is a group of interested spectators, 
one of these being a poor little cripple who is evidently anticipating benefit 
from the Institution. Behind him is a poor mother and her babe and an old 
man, all delightedly interested in what promises to be of great service to 
the class they represent. Behind the central figure of Philanthropy are two 
nurses and to the left a mother and the babe she has gratefully received 
back from the Institution cured. Thus are depicted on this panel 
Anticipation and Realisation. 
The remaining panel is symbolic of Unity  W a woman in the prime of life 
holding by each hand figures representative of India and China: the idea of 
Unity is further carried out most convincingly by the presence behind these 
figures of the North American Indian, the Maori of New Zealand and the 
Aborigine of Australia.32 
 
There was clearly a somewhat insistent emphasis on explaining the message of the 
panels, which had been the element of the commission which Stephenson and his 
ĐŽŵŵŝƚƚĞĞŚĂĚƚĂŬĞŶŐƌĞĂƚĞƐƚĐĂƌĞŽǀĞƌĂŶĚǁŚĞƌĞƌƵƌǇŚĂĚ ‘ƉƵƚĂŐŽŽĚĚĞĂůŵŽƌĞ
ǁŽƌŬŝŶƚŚĞŵƚŚĂŶ/ŝŶƚĞŶĚĞĚĂƚƚŚĞŽƵƚƐĞƚ ? ?33 To a large extent this message 
consisted simply of the conventional view of Edward s//ĂƐ ‘ƚŚĞƉĞĂĐĞŵĂŬĞƌ ? ?ďĂƐĞĚ
on his diplomatic contribution to the Entente Cordiale with France, and which was 
reflected widely in other memorials to the King. Similarly the racial unity supposedly 
ĂĐŚŝĞǀĞĚƚŚƌŽƵŐŚĚǁĂƌĚ ?ƐĞǆĞƌĐŝƐĞŽĨŝŵƉĞƌŝĂůƉŽǁĞƌ ?ĐĞlebrated in the relief at the 
back of the pedestal (and not to the side as reported in the newspaper), is a theme 
ŽĨZƵĚǇĂƌĚ<ŝƉůŝŶŐ ?ƐĞůĞŐŝĂĐƉŽĞŵThe Dead King written in 1910 where the poet 
ƌĞĨĞƌƐƚŽƚŚĞ ‘ŵĂƌǀĞůŽĨǁŽƌůĚ-gathered armies  W one heart and ĂůůƌĂĐĞƐ ? ?ĂŶĚ
concludes that  ‘ƚŚĞƐĞǁĞƌĞƚŚĞǁŽƌŬƐŽĨŽƵƌ<ŝŶŐ ?ĂƌƚŚ ?ƐƉĞĂĐĞǁĂƐƚŚĞƉƌŽŽĨŽĨ
ƚŚĞŵ ? ?ƌƵƌǇǁŽƵůĚƋƵŽƚĞ<ŝƉůŝŶŐ ?ƐůŝŶĞƐ ?ŽƌƌĂƚŚĞƌƐůŝŐŚƚůǇŵŝƐƋƵŽƚĞƚŚĞŵ ?ǁŚĞŶŚĞ
                                                 
32 Sheffield Daily Independent, Monday 27 October 1913, p. 9 for photographs, and Sheffield Daily 
Telegraph, Wednesday 29 October 1913, p. 5 for the explanation. 
33 Sheffield, Sheffield Archives, CA 658 (27), Alfred Drury to R. M. Prescott, 20 May 1913. 
exhibited the models for the Sheffield panels shortly afterwards at the Royal 
ĐĂĚĞŵǇĞǆŚŝďŝƚŝŽŶŝŶDĂǇ ? ? ? ? P ‘hŶŝƚǇ ? “KŶĞŚĞĂƌƚŽĨĂůůƌĂĐĞƐ ? ? W<ŝƉůŝŶŐ ? ? 
 
In the panels, therefore, female allegorical figures articulate the virtues of the 
departed monarch making his public memorial a symbol of peaceful unity and social 
cohesion. Interestingly, peace, unity, education and philanthropy were some of the 
distinctive qualities that pro-suffrage voices claimed that women could bring to 
politics, as reported in the Sheffield press at this time. For example, the Sheffield 
Independent repŽƌƚĞĚĂƐƉĞĞĐŚŵĂĚĞďǇůĂƌĂZĂĐŬŚĂŵ ? ‘DƌƐ,ĂƌƌŝƐZĂĐŬŚĂŵ ? ?ĂƚĂ
ŵĞĞƚŝŶŐŽĨƚŚĞ^ŚĞĨĨŝĞůĚtŽŵĞŶ ?Ɛ^ƵĨĨƌĂŐĞ^ŽĐŝĞƚǇǁŚĞƌĞƐŚĞĂƌŐƵĞĚƚŚĂƚ P 
 
One heard people talk sometimes as if the fact that men and women were 
different was a reason against women having the vote. This was the reason 
ǁŚǇƚŚĞEĂƚŝŽŶĂůhŶŝŽŶƚŚŽƵŐŚƚǁŽŵĞŶ ?ƐƐƵĨĨƌĂŐĞǁĂƐŐŽŝŶŐƚŽďĞŽĨƐŽŵĞ
good to the nation. Because men and women were different, therefore, 
women were going to bring into politics something that was not there 
already, and which men could never bring. That was their womanhood and 
their motherhood and their special knowledge as to home and children.34 
 
As we have seen, Drury was particularly fluent in a style of realistic allegory deriving 
from Dalou where the gracious influence of female beauty and the pacifying and 
unifying effect of images of motherhood formed an integral part of his public 
sculpture  W from the enlightening nudity of the Leeds lamp standards to the 
monumental maternity of the Vauxhall Bridge figure of Education (of which Drury 
ƐĂŝĚ ‘/ƚŚŝŶŬŝƚŝƐŽŶĞŽĨŵǇďĞƐƚŐƌŽƵƉƐ ? ? ?35 In transferring to the public sphere the 
domestic forms of maternity and childhood developed in earlier works on a smaller 
ƐĐĂůĞ ?ǁŚĞƌĞƚŚĞĂƌƚŝƐƚĐŽƵůĚďĞƐĂŝĚƚŽŚĂǀĞĚĞŵŽŶƐƚƌĂƚĞĚĂ ‘ƐƉĞĐŝĂůŬŶowledge as 
ƚŽŚŽŵĞĂŶĚĐŚŝůĚƌĞŶ ? ?ƌƵƌǇ ?ƐƉƵďůŝĐƐĐƵůƉƚƵƌĞĂŝŵĞĚƚŽƉĞƌĨŽƌŵĂƐŝŵŝůĂƌůǇ
cohesive social role to that claimed for women by moderate suffragists. It is 
interesting, therefore, to note that the same Royal Academy exhibition at which 
Drury exhibited the models for the Sheffield panels was disrupted several times 
throughout May 1914 by attacks on art works by militant suffragettes, including 
pictures by John Singer-Sargent, Herbert Herkomer and George Clausen; and that at 
                                                 
34 Sheffield Independent, Friday 1 May 1914, p. 1 
35 London, National Art Library, 86.PP.2, MSL/1972/4950/47, Alfred Drury to A. L. Baldry, 2 May 1907. 
the same time that Drury was exhibiting in the Municipal Art Exhibition in Sheffield 
his Lilith, Griselda and Head of a Baby W  ‘ǁŚŝĐŚƚŚĞƐƵď-title aptly describes 
 “ŚĂƌŵŝŶŐǁŝƚŚŚŝůĚŚŽŽĚ ?ƐƐǁĞĞƚ^ŝŵƉůŝĐŝƚǇ ? ?ƚŚĞŚĞĂĚŝƐŵŽĚĞůůĞĚĨƌŽŵDƌ ?
ƌƵƌǇ ?ƐŽǁŶĐŚŝůĚ ? W the columns of SheffŝĞůĚ ?ƐŶĞǁƐƉĂƉĞƌƐďƌŝƐƚůĞĚǁŝƚŚŚĞĂĚůŝŶĞƐ
ĂďŽƵƚ ‘tŽŵĞŶ ?ƐtĂƌŽŶƌƚdƌĞĂƐƵƌĞƐ ?ĂŶĚ ‘WŝĐƚƵƌĞKƵƚƌĂŐĞƐ ?ĨƌŽŵ ‘tŽŵĞŶtŚŽ
ĞĨǇǀĞƌǇďŽĚǇ ? ? 
 
In this context it is interesting to compare the elegant, symbolist treatment of the 
Peace panel (fig. 17), with the more complex and original Philanthropy relief (fig. 3). 
In the first, elongated and beautiful allegorical figures, that show Drury at his most 
Pre-Raphaelite, enact the crowning of Peace by Gratitude in a composition that 
ĐůŽƐĞůǇĂĚĂƉƚƐƚŚĞĂƌƚŝƐƚ ?ƐƉƌĞǀŝŽƵƐrelief of the Fine Arts from the base of the Queen 
Victoria memorial of 1905 in Wellington, New Zealand  W transforming the 
iconography of the sister arts into a hymn to peace by removing a palette, replacing 
ĂďŽŽŬǁŝƚŚĂƐĐƌŽůůŝŶƐĐƌŝďĞĚ ‘WĞĂĐĞŵĂŬĞƌ ? ?Ăǀiolin with an olive branch, and giving 
a statuette representing sculpture the wings of liberty. The Wellington panel was 
itself an adaptation of an earlier bas-relief for the statue to Sir Thomas Elder in 
Adelaide, Australia, set up in 1903, the model for which Drury can be seen discussing 
with his Australian patrons in his Gunter Grove studio in a photograph (fig. 18).36 
Here we see Drury the accommodating and successful artist, fluently adapting his 
repertoire of forms to the circumstances of each commission and the requirements 
ŽĨŚŝƐƉĂƚƌŽŶƐ ?ůĨƌĞĚ'ŝůďĞƌƚ ?ƐƵŶĐŽŵƉƌŽŵŝƐŝŶŐƉƵƌƐƵŝƚŽĨĂŶĂƌƚŝƐƚŝĐŝĚĞĂů ?ǁŝƚŚƚŚĞ
ĨƌĞƋƵĞŶƚĐŽŶĨůŝĐƚƐǁŝƚŚƉĂƚƌŽŶƐƚŚĂƚĂĐĐŽŵƉĂŶŝĞĚŝƚ ?ǁĂƐŶŽƚƌƵƌǇ ?ƐǁĂǇ ?dŽŶŽƚĞ
ƚŚŝƐĚŽĞƐŶŽƚĚŝŵŝŶŝƐŚ ?ŚŽǁĞǀĞƌ ?ƚŚĞƐƵďƚůĞƉŽĞƚƌǇŽĨƌƵƌǇ ?ƐĂrt in translating his 
ƉĂƚƌŽŶƐ ?ƵŶĨŽƌŵĞĚǁŝƐŚĞƐŝŶƚŽĂŐƌĞĞĂďůĞĨŽƌŵƐ Wor in the case of commissions like 
the Sheffield memorial to orchestrate the numerous and sometimes conflicting 
voices revealed by the archive into a harmonious whole. 
 
By contrast the Philanthropy relief does not deal solely with an abstract virtue in a 
purely allegorical manner, but with the specific circumstances of the city-wide 
                                                 
36 Thomas, as at note 2, p. 48. 
fundraising and planning for the, as yet, unrealised project of a medical home for 
disabled children. At thĞƚŝŵĞŽĨƚŚĞƐƚĂƚƵĞ ?ƐƵŶǀĞŝůŝŶŐƚŚŝƐƉĂŶĞůƐĞƌǀĞĚƚŽĂĚǀĞƌƚŝƐĞ
what some subscribers saw as the true memorial to Edward VII  W not the statue in 
bronze, but an institution actively addressing social problems and improving life for 
the people of Sheffield (interestingly photographs of the finished hospital in 
^ŚĞĨĨŝĞůĚ ?ƐĂƌĐŚŝǀĞƐŚŽǁƚŚĂƚƉůĂƐƚĞƌǀĞƌƐŝŽŶƐŽĨƌƵƌǇ ?ƐƌĞůŝĞĨƉĂŶĞůƐǁĞƌĞĚŝƐƉůĂǇĞĚ
in its entrance hall, presumably to represent the values the institution embodied and 
to influence the education and treatment of the children it served). The fact that this 
goal had not yet been achieved is reflected in the complex narrative structure of 
ƌƵƌǇ ?ƐƌĞůŝĞĨ PŽŶƚŚĞŽŶĞŚĂŶĚ ?ƚŚĞĐŽŵƉŽƐŝƚŝŽŶĐĂŶďĞƌĞĂĚĨƌŽŵůĞĨƚƚŽƌŝŐŚƚĂƐĂ
story of philanthropic donatioŶĨƌŽŵƚŚĞƵƉƉĞƌĐůĂƐƐĞƐƚŽƚŚĞůĂďŽƵƌŝŶŐƉŽŽƌ ? ‘Ăůů
delightedly interested in what promises to be of great service to the class they 
ƌĞƉƌĞƐĞŶƚ ? ? ?ŽŶƚŚĞŽƚŚĞƌ ?ĨƌŽŵƌŝŐŚƚƚŽůĞĨƚ ?ĂƐĂŶĂƌƌƚŝǀĞŽĨĂŶƚŝĐŝƉĂƚŝŽŶĂŶĚ
ƌĞĂůŝƐĂƚŝŽŶĨƌŽŵƚŚĞ ‘ƉŽŽƌůŝƚƚůĞĐƌŝƉƉůe who is evidently anticipating benefit from the 
/ŶƐƚŝƚƵƚŝŽŶ ?ƚŽƚŚĞ ‘ŵŽƚŚĞƌĂŶĚƚŚĞďĂďĞƐŚĞŚĂƐŐƌĂƚĞĨƵůůǇƌĞĐĞŝǀĞĚďĂĐŬĨƌŽŵƚŚĞ
/ŶƐƚŝƚƵƚŝŽŶĐƵƌĞĚ ? ?dŚŝƐĚŽƵďůĞŶĂƌƌĂƚŝǀĞŵŽǀĞŵĞŶƚĐƌĞĂƚĞƐĂǀŝƐƵĂůďĂůĂŶĐĞĂƚƚŚĞ
centre of the composition around the architectural model, together with a certain 
equality of status between the priestess-like figure of Philanthropy and the semi-
nude and muscular figure of Labour.  
 
dŚĞůĂƚƚĞƌĨŝŐƵƌĞƌĞǀĞĂůƐƌƵƌǇĚƌĂǁŝŶŐŽŶĂŶŽƚŚĞƌƐŝĚĞŽĨĂůŽƵ ?ƐĂƌƚ PŚŝƐŝŵƉƌĞƐƐŝǀĞ
ability to convey the quiet heroism of labour without condescension or 
sentimentality, as in The Great Peasant for the planned Monument aux Ouvriers 
 ?ĐĂƐƚƉŽƐƚŚƵŵŽƵƐůǇŝŶ ? ? ? ? ? ?tĞĂƌŝŶŐďŽŽƚƐŝŶƐƚĞĂĚŽĨĐůŽŐƐ ?ƌƵƌǇ ?ƐůĂďŽƵƌĞƌŝƐ
industrial rather than rural, but nevertheless conveys the gravitas and some of the 
ƉŽůŝƚŝĐĂůĂƐƐŽĐŝĂƚŝŽŶƐŽĨĂůŽƵ ?ƐGreat Peasant, and is stylistically at variance with the 
other figures on the pedestal. Reading against the grain, but with the prevailing right 
to left rhythm of the relief (going backwards into the future as it were), it is possible 
to see him as the donor of the hospital  W ƚŚĞ ‘ǁŽƌŬŵĂŶ ?ƐĐŽŶƚƌŝďƵƚŝŽŶŽĨ ? ? ? W and as 
ĂƚǇƉĞŽĨ ‘ƌĂŐŐĞĚƚƌŽƵƐĞƌĞĚƉŚŝůĂŶƚŚƌŽƉŝƐƚ ?ǁŚŽŵŝŐŚƚǁĞůůƐĂǇ ?ǁŝƚŚ&ƌĂŶŬKǁĞŶƚŚĞ
ůĞĂĚŝŶŐĐŚĂƌĂĐƚĞƌŽĨZŽďĞƌƚdƌĞƐƐĞůů ?ƐŶŽǀĞů ? ‘ĂůůƚŚĞƐĞƚŚŝŶŐƐĂƌĞƉƌŽĚƵĐĞĚďǇƚŚŽƐĞ
who work. We do our full share of the work, therefore we should have a full share of 
ƚŚĞƚŚŝŶŐƐƚŚĂƚĂƌĞŵĂĚĞďǇǁŽƌŬ ? ?37 Certainly, when the Edward VII memorial is 
seen from the side in Fitzalan Square, the figure of the worker dressed only in 
creased and frayed trousers contrasts vividly with the profile view above of the 
monarch splendidly arrayed in military uniform and the elaborate folds of the cloak 
of the garter. 
 
Whether or not this political reading of the Philanthropy relief is warranted, this 
work with its complex treatment of narrative, representing a moment when it 
provided a memorial of the future, and with its focus on the relationship between 
children and the wider community, provides a good point at which to conclude this 
ĚŝƐĐƵƐƐŝŽŶŽĨƌƵƌǇ ?ƐĐŽŶĐĞƌŶǁŝƚŚƐĐƵůƉƚƵƌĞ ?ƐůŝǀŝŶŐƉƌĞƐĞŶĐĞĂŶĚŝƚƐƚĞŵƉŽƌĂůŝƚǇ ?
dŚĞĂƌƚŝƐƚ ?ƐďĞƐƚŬŶŽǁŶǁŽƌŬƐĐƌĞĂƚĞĚĨŽƌĞǆŚŝďŝƚŝŽŶŽƌƚŚĞŚŽŵĞ ?ƐƵĐŚĂƐGriselda 
and The Age of Innocence, have been associated here with poetic texts known to the 
ĂƌƚŝƐƚŝŶŽƌĚĞƌƚŽĂƌŐƵĞƚŚĂƚƚŚĞǇĞǆĞŵƉůŝĨǇŵŽƌĂůĐŚĂƌĂĐƚĞƌŝƐƚŝĐƐƐƵĐŚĂƐ ‘ƉĂƚŝĞŶƚƐĞůĨ-
ƉŽƐƐĞƐƐŝŽŶ ?Žƌ ‘ďĞĂƵƚŝĨƵůƉƵƌŝƚǇ ?ĂƐĂĨŽƌŵŽĨƌĞĂůŝƐƚŝĐĂůůĞŐŽƌǇĐĂƉƚƵƌŝŶŐĂŶĞŶĚƵƌŝŶŐ
instant, and distilling universal meaning in a particular likeness. In particular, it was 
ĂƌŐƵĞĚƚŚĂƚƚŚĞĂƌƚŝƐƚ ?ƐĂďŝĚŝŶŐŝŶƚĞƌĞƐƚŝŶĐŚŝůĚŚŽŽĚĐŽƵůĚďĞƌĞůĂƚĞĚƚŽĂ
tŽƌĚƐǁŽƌƚŚŝĂŶƐĞŶƐŝďŝůŝƚǇƚŚĂƚŐĂǀĞƌŝƐĞƚŽƚŚĞ ‘touch of poetic originality ?
appreciated by contemporary critics like Baldry. In public works this was often 
alignĞĚƚŚĞŵĂƚŝĐĂůůǇǁŝƚŚĂƐƵďƚůĞĂǁĂƌĞŶĞƐƐŽĨƚĞŵƉŽƌĂůŝƚǇĂŶĚƐĐƵůƉƚƵƌĞ ?ƐƌŽůĞŝŶ
forging collective memory, making Drury one of the most effective makers of 
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